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ABSTRACT
The choice and purpose of my graduate project was to

direct a theatrical performance of three one-act plays

written by Edward Albee, one of America's most honored

playwrights. The project, titled Going Further..., is
intended to introduce an audience to the early abstract
playwriting efforts of Mr. Albee, and its purpose was to

evaluate the level of achievement I could attain producing,
designing, staging, and directing a theatrical production
as a graduate Theatre Arts major.

This apologia identifies those crucial areas that
required problem solving and managerial techniques used

as a director to bring the production to a high level of

performance. Included herein are:

(1) My objectives,

The development process as it occurred,

encountered,

(2)

(3) Problem areas I

(4) The resolutions to those problems, and (5)

The final outcome. The successful results of this project

relied upon the proper utilization of stage direction
procedures, management skills, technical design techniques,
and the skills and talent of all creative persons involved.
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CHAPTER ONE

THE PROJECT

Obj ective
.The objective of this graduate project was to direct

a college theatre production composed of three one-act
plays by Edward Albee, one of America's most honored

playwrights. The purpose of the project was to evaluate the
level of scholastic achievement I could attain producing,
designing, and directing a theatrical production from

concept to final curtain. A secondary objective was to
introduce to the university and public theatre going

audiences an example of the early absurdist playwriting
style of Mr. Albee. This apologia reviews those specific
areas that required directorial, management and problem

solving techniques I employed during the production.
I have been a professional actor for over thirty-two

years, and have directed scenes in workshops and theatre
groups both on my own and with professional directors as
mentors. That experience was helpful to me in making the
decision to direct a stage production for my final

graduate project. Little did I realize the scope of that
decision. I had completed the graduate level I and II
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directing classes, and was cognizant of what a theatre
director's responsibilities are, but when faced with the
reality of what was expected of me while directing a full

fledged theatrical production, I realized I was in for a

real education. I discovered that being a director is not
about moving people around on stage. There is much more to

it. A good comparison would be to take the leader of a five

piece band, and put him in charge of conducting a symphony

orchestra. The end result would be disastrous. He would be
overwhelmed. Yet a trained musical conductor can take a

group of musicians and a variety of instruments and
masterfully blend them together to produce a musical work

of art that is enjoyed by millions. So it should be for a
director, whose job it is to take a written script, a set

design, a variety of costumes, some sound, some lighting, a
few pieces of furniture and a group of eager thespians and

blend them into a virtual masterpiece of theatre art that
can also be enjoyed by millions.

My project was a last-minute entry into an already

planned calendar year of Theatre Arts productions. It was

sandwiched between the final 2012 production of Trojan
Women, and the first 2013 production of Hay Fever. Within

that short working time span, I would not only direct, but
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also assume the role of producer, design the set, complete

extra academic research requirements, select the plays I

would direct, create a production team, cast, schedule
and rehearse my actors, and stay within my budget.

Scope
The first of many tasks was to obtain approval for the

plays I had in mind. Edward Albee happens to be my favorite

playwright. I had performed roles in three of his early

plays: Fam and Yam, Who's Afraid of Virginia Woolf?, and
The Zoo Story. Researching his play production history, I

found that many of his earlier works were rarely produced.
I was initially tempted to direct The Zoo Story, his first

produced play. Having acted in the play myself, I was

familiar with it. Searching further, I became intrigued

with three of his early one-act plays I had attended years
ago. Weighing The Zoo Story with its two characters and one

park bench against three other short one-act plays that
required a total of seven characters and three different
sets, The Zoo Story

seemed to be an obvious choice. Yet

the challenge and the creative prospects of directing the

one-acts offered a rare opportunity to present these plays
to audiences familiar with his more successful Broadway
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plays, but not his early absurdist work. The plays would
offer two hours of theatre, including a fifteen minute

intermission. Accepting the challenge, I decided to
direct the one-act plays as my graduate project, and at the
end of the Spring 2012 quarter, I submitted my proposal to

the head of my graduate advisory committee, Professor

Kathryn Ervin. She approved the request, and I was able to
proceed with my dream: To design, produce and direct a
challenging evening of theatre written by my favorite
playwright (APPENDIX A).

Significance of this Project

I selected the three Albee one-acts for several

reasons: They were interesting, avant-garde, diverse, and

would challenge an audience' s minds. When I made the final
selections, my first choice was The American Dream, an
absurdist play that portrays vacuous miscommunication

within a dysfunctional family, and validates the downward
spiral of American family values.

My second choice was Box, excerpted from Albee's stage
play Box and Quotations from Chairman Mao-Tse-Tung. The

uniqueness of this absurd play is that there are no actors

on stage, only a huge box-shaped cube sitting in the center
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of the stage while a recorded voice recites an inexplicable
stream of consciousness monologue while the starkness of
the box slowly changes and melds into a rainbow of colors.

My third choice was Albee's The Sandbox: An absurdist
play that speaks of life, death, and the callous way our

elderly persons are treated by their progeny. These three
plays offered a unique challenge in design, performance and

staging, but they also simplified production factors.

Project Considerations
The play production factors that were an asset to me

were:

(1) It requires a minimal set for all three plays.

(2) The royalties paid for one-act plays is lower than full
plays, and lower still for college productions.

(3) It

required a minimal stage crew for all three plays.

(4) The

characters in both The American Dream and The Sandbox
the same, allowing for minimal cast selection.

Black Box theatre was available at no cost.

are

(5) The

(6) Other than

royalties, the budget would be less than $100.00 All props,

costumes, lighting, sound, and set materials were on hand

or available from other CSUSB technical departments.
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CHAPTER TWO

LITERARY REVIEW AND PREPARATION

Analysis

Edward Albee has written over thirty plays in his
lifetime, and most of them have been produced both on and
off Broadway. He is best known for his play Who's Afraid of

Virginia Woolf?, one of his two Tony Awards for best
Play. He also has an additional Tony Award for lifetime

achievement, and has won three Pulitzer Prizes for Drama.
The American Dream,

(Albee 57-127) written in 1960

uses characters created in Albee's The Sandbox, and the
play centers on vacuous dialogue between the two main

antagonists Mommy and Daddy, who want to send Grandma to an

old folk's home. This absurd situation is exacerbated by
Mrs. Barker, a quasi-social worker who appears in their

home, but doesn't know why she is there. A young man also

shows up later, who Mrs. Barker eventually introduces as a

replacement for a child Mommy and Daddy supposedly disposed
of as a baby. Grandma breaks the fourth wall of the stage

and often speaks to the audience, appears to be the only

reasonably sane voice in this cast of bizarre characters.
Box is a visual and aural stage experience and the
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opening to Albee's play Box and Quotations From Chairman
Mao Tse-Tung (Albee 1-72). As written, it is a complete

one-act play that can be performed separately from the
rest of the play. I took advantage of that opportunity, and
presented it as a separate play in the middle portion of

Going Further...

Box opens with a huge 6-sided 8' by 8' cube sitting
alone at mid-stage. As the play starts, a female voice, as
suggested by Mr. Albee in his stage notes, began a haunting
monologue about the box onstage, and continued to speak of

many things, including life, art, flying birds, and spilled

milk. Lighting slowly changed a kaleidoscope of moving
color over the cube, forming different patterns and

presenting the audience with a very pleasant visual and
aural experience.
Interestingly, the title of my project "Going Further"
was extracted from the monologue spoken in Box, where the

phrase "Going Further... in a different direction" Is spoken
more than once. I associate the title with Edward Albee's

ability to "Go further" than his contemporaries In his
playwriting. As for me, the title served as a gentle

reminder for me to also "Go Further" in my efforts to
present his plays as he envisioned when he wrote them.
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"The Sandbox",, written for Albee's grandmother in
1959, introduces the same characters presented in The
American Dream (Albee 1-14). The play presented how older
people are ignored and looked upon as non-persons within a
dysfunctional family. Mommy, Daddy, Grandma, the Young Man,
and a musician converge in an absurd beachfront setting to

wait for Grandma's death as she plays with a pail and a toy

shovel in a sandbox. During the performance of this play,
the character of Grandma once more broke the fourth wall

of the stage and addressed her comments directly to the
audience, the same way she did in The American Dream. In

both plays, that action made sense in the context of what
was happening around her. It was pure Albee; confusing,
yet amusing. Ben Brantley, in a New York Times review of
The Sandbox states "Mr. Albee has said it's the one work

he's written that comes closest to being perfect."

Very opinionated and sometimes vulgar, Edward Albee
has shocked people throughout his career with his personal

essays, statements and absurdist writing. Now in his

eighties, he still continues to write. The last play he
wrote was in 2007, and he titled it Me, Myself and I. He
was seventy-nine years old at the time.
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Preparation
I began the initial planning of my project during the

Summer break prior to the Fall 2012 quarter. As soon as I
had the approval for the project, I began to conceptualize
how I would stage the three plays, and in what order I

would present them. The 50-seat Black Box theatre was the

best venue within the Performing Arts Building to present
the project, and my first plan of action was to design a

set that would accommodate all three plays. I measured the

performance area of the Black Box stage, and drew up a 1
inch = 1 foot set design including properties recommended
by Albee for the staging of the plays (Appendix C).
For The American Dream: One couch, and one end table,
two easy chairs, two empty picture frames, a 6' x 4'

American flag, and a large living room rug (Appendix D).
For Box: one 8'x8'x8' single cube, solidly constructed

from 4" x 4" x 8' lumber and painted white.

(Appendix E)

For The Sandbox: one 4'x 6' sandbox, one small tin

pail, a toy shovel, three bentwood back chairs, one music
stand, some sheet music, and some fill for the sandbox
(APPENDIX F). I had now met all the properties requirements
demanded by acting editions of these three plays.

I also built a scale model set from my own design and
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created models of the properties needed for the plays

(Appendix F). One recurring problem I had with the eight

foot tall wooden cube was how to conceal it during The
American Dream. My intent was to have the cube dominate the
stage, and my initial idea to hide it was to place the cube
in the upstage right corner of the Black Box, enclose it

with eight foot flats to make it appear like it was a room.

However, during a walk-through inspection of the stage area

with my advisor, I decided that the size of the cube would
block off audience sight lines during the performance of
The American Dream. I further consulted with the faculty

technical director/production manager and we decided to add

wheels to the cube design at each bottom corner. That made
the cube more mobile and easier to store during the first

act. He further suggested, and I agreed, to construct a

moveable wall upstage right that would swing open wide

enough to accommodate bringing the cube onstage after the
set pieces from The American Dream were cleared. With that

problem resolved, I then created a pre-production list of

properties and costume ideas that would be available to the

costume designer and the properties master when they came
on board (Appendix G). A saving grace was that CSUSB has
a full costume department and all the facilities to design,
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create, and tailor costumes. They can also draw from their

vast collection of previous production costumes. The same

applies to the lighting and sound department who possess a
full complement of lighting and recording equipment to

support both theatres.

After I met with Professor Ervin, my project advisor,

we began to solidify

what additional academic requirements

I was required to complete while preparing this project. I
was to research and write critical reviews on all three

plays, provide a character analysis for each of the roles,
write a biography on Edward Albee, and present a written

history of his plays. We then reviewed the master schedule
and firmed up the project production dates, including the

audition sessions, call backs and rehearsals. I created my
own master production

schedule, and listed the order in

which each play would be rehearsed. I included the dates
for tech and dress rehearsals, costume fittings, and when I

expected the cast to be off book (APPENDIX H).

Opening night was set for 8:00 pm on January 17th, 2013.

We would present five public performances that included two
matinees, one on Saturday the 19th, and the final show on

Sunday, January 20th. I was also to meet with Professor
Ervin every Wednesday afternoon for project evaluation.

11

Securing Support
The Performing Arts Black Box Theatre is an active

space. It is used for dance classes, scene study, directing
classes and visiting productions throughout the year. True
to its name, all the walls and the floor are painted a flat

black. I knew the black background would serve my color
scheme of red, white, and blue well for The American Dream,
offer a stark comparison for the white cube in Box, and

compliment the red sandbox I designed for The Sandbox. I
had questions about the availability of the Black Box with

all the activity that usually takes place there. Professor

Ervin informed me she had cleared the Theatre Arts schedule
so there would be no activity in the Black Box during the

entire production phase of Going Further.... This action
cleared the way for me to plan for the set construction,
prepare a solid rehearsal schedule and coordinate with the

scene shop. I submitted the set designs for all three plays

to the Director/Shop Manager Harlan Jeglin, and together we
discussed a time frame for building the cube, the walls

with entry doors, and a large sandbox (APPENDIX I). As it
turned out, the set did not get built until the end of the

Fall 2012 quarter because of the shop technical demands of
the ongoing theatrical productions. This produced a bit of
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anxiety for me at the time, for I felt it would affect my

cast in a negative way to not be able to rehearse using
solid walls and real doors for entries, exits, and blocking

purposes. As it worked out, my fears were premature. The

cast accepted the situation as it was.
My next step was to field a production staff. I
created and posted a signup sheet listing openings for a

running crew, stage manager, an assistant stage manager, a

costume designer, a properties master, and a lighting and
sound technician (APPENDIX J). Unfortunately, most of the

students with those skills were working on the production

of Trojan Women, or in the touring production of The Twists
and Turns of Edgar Allan Poe, or had committed to the 2013

production of Hay Fever. I checked my sign-up sheet daily
for almost a week, and had just one person's signature for

the technical lighting and sound position.

Time was passing swiftly, and I was getting a bit
concerned about finding a Stage Manager for the project. No
one seemed to want the job. I started hanging out in the

halls asking for volunteers, but it seemed everyone was
tied up with other duties. I did secure a promise from a
student to costume the plays, but he was currently acting
in the Poe play, and would not be free for Going Further...
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until the end of the Fall 2012 quarter. Another student
signed up to be a part of the stage crew, so I now had
three persons aboard. Not wanting to wait any longer, I

conferred with Professor Ervin on my Stage Manager issue.
She passed the word to other faculty members, and Professor

Provenzano suggested a female student he felt could do the

job. We contacted her, and she agreed to take on the job of
stage manager for the project. I had previously downloaded
a stage manager's handbook that was available from the

Massachusetts Institute of Technology theatre department.

(Hernandez 1-83) I gave it to her to familiarize her with a
stage manager's duties and responsibilities. She was then
enrolled for extra credit for the Winter 2013 quarter.

Now that I had a start on forming the production crew,
It was time to begin the process of casting the shows. I
posted a sign-up sheet for all roles available in the three

plays, including the voice for Box (APPENDIX K). I was more
successful in obtaining signatures for the auditions. This
was a good sign, for it also offered me an opportunity to

ask anyone who was not cast in the shows if they had an
interest in a technical job or a running crew position.
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Analysis
Early into the fall 2012 quarter, I began to seriously
study all three plays. I was familiar with Albee's works,

but my focus on working with them had always been from an

actor's viewpoint. I had visualized how I wanted to direct
these plays, but I now needed to analyze the characters,
the story lines, the dramatic action, the plot direction,
and the playwright's intent more thoroughly. My research

reports helped in this area, but further understanding came
from reading Albee's essays on his own plays.(Albee 1-304)

Edward Albee's biography included many interesting

facets of his early life. Adopted at the age of two weeks
by the wealthy Albee theatre chain family, he grew up

'

feeling unloved as a child by his adopted parents. As a
young man he continually rebelled against his adopted
family, especially his mother, who always took time to let
him know when he disappointed her. He attended Trinity

College in Hartford, Connecticut, but was dismissed for

absenteeism and refusing to attend their chapel services.
This was the latest in a series of disappointments to his

adopted father, and he refused to provide him with any

further financial support, cutting off all support. Albee
moved to New York City and took on other odd jobs to
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survive, including delivering telegrams for Western Union.
He settled in Greenwich Village's artist community where he

began writing poetry, and composing music, After a chance
meeting with playwright Thornton Wilder, who told him his
writing showed promise, he started to write plays. His very

first play, The Zoo Story was accepted for production at
the Schiller Theatre Werkstatt in Berlin; Germany, and

opened on September 28th, 1959 in tandem with Beckett's
Krapp's Last Tape. The production was a success, and also
the beginning of Albee's illustrious career.

Albee's essays further revealed to me his tendency to

rail at authority, and write about loneliness, loss, and
abandonment in many of his works. Both The American Dream
and The Sandbox address these issues. I re-read two of

Albee's plays, Who's Afraid of Virginia Woolf? and Zoo

Story to refresh my memory of what I felt when I performed

in those productions. When I had finished reading, I
decided that the three Albee plays I had selected were
indeed absurdist, and that I should include that statement

in the title of the production, changing the title to read:
"GOING FURTHER... An evening of three absurdist one-acts by
Edward Albee." I also decided to direct this production

using all the suggested side notes and stage directions
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Mr. Albee included by in the acting editions of his plays.

I intended to be true to the playwright. Unfortunately, the
configuration of the Black Box did not allow me to use the

blocking notes included in those editions. However, my
production adhered to all of Albee's other suggestions in
terms of furniture arrangement, properties, costume design,
sound effects, and lighting. I also decided to make the

time period of the production the early 1960's, the same

period the plays were first produced.

This would provide

the costume designer and properties master a clear idea of

what to design and provide from that era.
All this preparatory planning, analysis, academic

research requirements and designing brought me well into
October of 2012. It was time to put together a project

production timetable. In concert with my project advisor,

we began to schedule the dates for auditions, callbacks,

beginning rehearsals, tech rehearsals, costume fittings,
and dress rehearsals before the January 17th 2013 opening.

After scheduling auditions for November 13th and 14th of

2012, some time problems began to emerge.

It became apparent that rehearsal time was going to

be scarce. We'd be interrupted by a four day Thanksgiving
break, and finals week would occur the first week of
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December when no student rehearsals would-be allowed due

to final examinations. There would then be a four week

break in classes from December 7th' the close of the Fall
quarter, up to January 7th, the beginning of the Winter

quarter. What to do, what to do! I felt the beginnings of
a panic attack. I was sure that there was not going to be

ample time to build a set, supervise costuming, lighting,

sound, and most of all, have enough rehearsal time for my
actors to learn

their lines, their blocking, and build

their characters. Professor Ervin came to the rescue. She

pointed out that even though the last day of classes was
December 7th, campus would be open until December 20th, then

close down for the Christmas break. She explained that this
allowed additional time to hold rehearsals if the actors

would voluntarily agree to participate during the break.
I included this information in the initial audition
announcement and posted it (APPENDIX L). The announcement
stated that if cast, the actor would agree to voluntarily
attend rehearsals at least two, and possibly three times a

week from December 10th through December 20th. Otherwise they
could not be cast in the production.
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CHAPTER THREE

METHODOLOGY

Introduction

I started to work on preparing for auditions and

planning a first draft production schedule to hand out at
auditions (APPENDIX M). It listed all information on
rehearsal times and dates. I scheduled a script reading for
the day after auditions to acquaint the cast with the

plays, and to further discuss the characters. I prepared

copies of the initial schedule for my advisor, my costume
designer, my property master, my lighting and sound

director, and my stage manager, although

my costume

designer and property master were not yet on board. I was
assured that ample costuming and a huge selection of props
would be at my disposal from our in-house facilities. This
was good news, because my budget was minimal, allowing for
the royalty costs for the three plays, and for printing of
the posters and programs. We would recoup those costs by

charging $6.00 for tickets. The CSUSB box office manager
and I were currently working on a poster design for the

project, and were close to completing it. The time was also

growing close for me to prepare for the auditions.
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Casting
Prior to scheduling the auditions, I knew there was

one role that I was going to have a problem casting. It
required an older actress to play Grandma, the absolute

motivating force in The American Dream and The Sandbox.
Knowing that there were no older actresses available among
the remaining students to fill the role, I had slipped an

ace up my sleeve. I had asked a graduate student who had

just finished her master's degree the previous quarter if
she wanted to do it. She said she would love to. A superb

actress as well as a director, she was perfect for the
part. Though she currently was not a student, she was an

alumna, and I approached my advisor on the possibility of
having her audition for the role. After seeking higher

level approval, Professor Ervin determined it was allowed,
providing the actress would be present for auditions on the
13th of November. When my stage manager posted the audition
announcement and with sides from the plays, the role of

Grandma was included for anyone else to audition for. When
we started casting, we had thirteen people sign up for the
six available roles. No one signed up for Grandma, and we

announced the role as cast. We were also looking for a
musician, preferably a cellist, but no one had signed up
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for that role, and we tabled it for a later date.

Using an audition performance evaluation form provided

from the stage manager's handbook, I began the initial
audition phase of my project (APPENDIX N). As we read each

actor, I used the form to rate them on a scale of (1) Poor,
(2) Fair,

(3) Good and (4) Excellent in the areas of Poise

and Appearance, Memorization and Preparation, Rate of

speech, Articulation and Diction, Voice Projection, Energy
and Creativity, Characterization, Movement, Concentration,
Expression, and Overall Performance. We did not cast actors

based solely only on those scores. After the audition, we
totaled up the individual scores, and used those totals as

an additional adjunct when making our final selections. The

callbacks were often for different roles than what the
actors initially auditioned for. As a matter of fact, we

selected one young man for a lead role because his natural
off-beat look and mannerisms fit the written character of

Daddy to a T. He had scores lower than the other actors,
but I wanted him for the role, and he was delighted we had

cast him. It was his first speaking role in a stage play.
We had a hard time choosing between two female actors
for a lead role. I eventually arranged for them to compete

against one another before I made my final choice. Another
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actor was selected for the role of The Young Man, only on

his good looks and athletic physique. He was nervous during
his audition and had some difficulty handling his dialogue.

I still decided to cast him, from personally observing his

work in other theatre classes. I was sure he could do much
better, and It was also my job to make that happen.
After we completed the final selections for actors, I

held an open audition for a female voice to record a
monologue that is played during the performance of Box. I

needed someone who spoke with great clarity to make the
monologue interesting and understandable while the audience

was focused on a very colorful event happening on stage. I

read five different women for the role, but I was not
satisfied with any of their readings. It surprised me to
find such a low level of cognitive reading skills among

college students. I was about to close the auditions

without a selection when the student who had volunteered to
be an assistant costume designer asked if she could read

for me. Within ten lines of hearing the monologue, I knew I

had my voice. Hers was to be the only human voice in the

play, and she was selected because of her diction, rate of
speech, and delivery. There was also a side benefit from

this three hour audition session. When it was over, we had
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culled from the pool of non-selected students an assistant

stage manager, two crew members, a properties manager, and

an assistant costume designer. I was ready to go further

with Going Further...
Casting these roles was a very interesting experience.
I began to realize how far the duties and responsibilities

of directing a stage production reach. As an actor, all I
needed, once I had the job, was to memorize my lines, hit
my marks, go home, and wait for the check. Not so for the

director. As mentioned before, a director gets to pick up
his baton, and then orchestrate an entire symphony. I felt

as if I had just completed the first movement.

The Rehearsal Process

Now that I had my technical production team, and all
the actors were cast, it was time to begin the rehearsal

process. We used the 15th and 16th of November to read

through The American Dream, Box, and The Sandbox. We

discussed characters, intentions, story lines, costume and

lighting designs, and my vision of what plans were for the
set design. I used my mock up of the Black Box stage to

show how each play would be staged, how the cube for Box

would be moved on and off stage, and how I planned to
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segue from Act II (Box), into Act III (The Sandbox). I took

time to extract brief histories from each of the actors,
including their major interests, their academic standing,
and their future goals. I shared some of my personal life,

as a soldier, an actor, a

student, and why I chose to

produce and direct this graduate project. I talked of

working as a team, but requested them all to please follow

theatrical protocol and approach my stage manager with any
questions or concerns about costumes, props and rehearsals.
I also voiced that I expected them to arrive on time, and

based on the short time frame we had before the upcoming
holidays, to vigorously work at learning their lines. I

stated that I wanted everyone off book by December 18th.

This meant they had about thirty days to accomplish that,
including the four day Thanksgiving break. I finished
up by asking the cast how they felt about their roles in
the project. They all seemed to have a keen interest in
their characters and the three plays. Those instructions

were all I could think of to pass on to my cast, and It had
literally wiped out all my expertise on what to say to a

cast on the first rehearsal meeting. Now that I had
exhausted my supply of erudition, I would be moving into a

very intimidating phase of this project for me. The reason
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for this trepidation was that although I had confidence in

my ability to take on this project, this was the first time

I had directed a full theatrical production. It dawned on

me that I would be undergoing new and untried directorial
issues I had never faced before. It recalled a situation I
came across as a young 20 year old corporal during my army

service. I volunteered for jump school, because I always
wanted to be a paratrooper. I had already completed four
weeks of grueling physical training at Fort Bragg, North

Carolina, and was about to make the first of five jumps to
qualify for my silver parachute wings. I had strapped my

parachute on and had already boarded the plane when I
suddenly realized that I had never flown before. I had two
options: to quit, and not go through with the jump, or to

accept it as a personal challenge. I made my choice, and
I have been the proud owner of those silver wings for the

last fifty eight years! It was time for me to now make my
first jump into directing.

Directing

Because Box required only a recorded voice with no

actors, the two remaining plays, The American Dream and The
Sandbox was the primary focus for the rehearsals. Because
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of student class scheduling, we could only rehearse on

Tuesday, Thursday and Friday evenings, from 7:00 to 10:00
p.m. The first full rehearsal began on November 20th. We

started by laying out the parameters of the stage, and
marking where all the props such as furniture would be. I
had drawn the set designs for all three plays on a large

chalkboard and set it where the actors could study it. We

used whatever was available to substitute for furniture and
placed it on the bare stage. Temporary walls were created
by putting our property storage boxes side by side and

leaving a gap for a doorway. I had previously decided to
use the blocking directions Albee had included in the

acting editions of his plays. It was a mistake, and a
valuable lesson to learn. The configuration of the Black
Box theatre and my accompanying stage design differed so
far from Albee's personal concept that we abandoned the

idea halfway through the script-in-hand reading of The

American Dream. We regrouped, and I allowed my actors the
freedom to move wherever they felt comfortable, but to pay
attention to the entrances and exits. I took notes of their

actions, and we did a bit of stop and go blocking to

clarify some important staging, balance and sight lines.

When finished, we had a tentative blocking plan for both
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plays, which of course would change as the rehearsals
progressed. We were off to a good start.

Our plan that week was to have two more rehearsals,
one on Wednesday, the 21st, and one on Friday, the 23rd, the
day after Thanksgiving, but the university decided to close
the campus on Friday, and we lost that day. Our second week
of rehearsals wasn't until Tuesday, the 27th of November, a

six-day wait. I reminded the cast to continue to work on

their lines during this delay.

During that six day break, I started working on
breaking the plays down into separate scenes. There were

difficult long passages in both plays for Grandma and The
Young Man to learn, but because of the play's structure, it

became a simple matter to work out. Albee's American Dream
characters are introduced one by one, and I started each
41
new scene with the entrance of a new character. There are
various other entrances and exits during course of the

play, but they are less significant. The first rehearsal
was scheduled for November 20th. We had two weeks before

finals week would begin, when there would be another delay.

We worked on blocking, motivation, character development,
vocal projection, and stage movement, The cast began to

respond well. I spent a lot of time working with the
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character of Daddy. As mentioned previously, the actor had

little training, and many of his mannerisms onstage were
broad and distracting. I eventually had to get him an

additional prop; a tobacco pipe to keep his hand movements
at a minimum. The actress portraying Mommy had an excellent

grip on her character, which is bossy, demanding and
selfish. When I asked her how she worked on that, she

replied that she knew the character well. Her sister used

to treat her that way. My older actress Grandma, being the

professional she was, had her part down pat. I handed her
very few notes throughout the entire rehearsal process.

Mrs. Barker, another lead actress questioned me frequently
about her character, and the end result was that she

developed her own quirky deadpan character that was a joy
to watch. The actor who portrayed The Young Man in both
plays was slow in understanding the history behind his

character, but by our first dress rehearsal, he was ready

to go. Problems that emerged as the rehearsals progressed
were dealt with as they occurred. There was a period when
my stage manager and I quarreled briefly about her

tardiness and inattentiveness during rehearsals. We strove
to resolve the problem, but her work ethic produced only

half measures, and her bad attitude continued throughout
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the production period. As her evaluator, I would grade her

accordingly when the project was finished. It may hurt her

overall grade, but she was not performing the job. I
eventually chose to work closer with the assistant stage
manager who was exceedingly efficient and willing to assume
the extra responsibilities. The cast continued to improve,

and I was pleased with their progress. The cast almost made
the off book deadline of December 18th. The time they took

over the Thanksgiving weekend to learn lines had paid off.
The walls and doorways for the set were now finished

and the cast found it easier to work with the set. The
plays were progressing well. On the 20th of December the

cast was released for the Christmas break and urged to
continue working on their characters. We received word from
professor Ervin that we could return on January 3rd and 4th

before regular classes started in order to squeeze in a few
extra rehearsals.
We had slowly acquired all the necessary properties
for the shows. For The American Dream, a lovely white couch
was located in the storage area, as well as a large carpet

and a side table. I was offered two contemporary living

room chairs, which I refused. I had made arrangements with
a local merchant to provide me with two faux-marble sitting
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chairs shaped like left and right hands with fingers for
a back rest at no cost (APPENDIX 0). The two bizarre chairs

added a nice touch to the absurdness of the plays. I also
acquired a large four foot by six foot American flag, and
two large empty wall picture frames.
For The Sandbox, I had designed a four foot by six

foot sandbox that would be placed inside the large cube
on stage from the second act, Box (APPENDIX P). The
properties master also provided three bent back chairs and

a music stand I had previously requested.

My search for a musician for The Sandbox continued. I
had posted more announcements, but got no results. We were

into the third week of rehearsals and the cast was getting
restless not working with a musician. I finally sought

council from my advisor. She recommended I contact one of
the music teachers at the university. I did, and wonder of

wonders, she found a clarinetist for me who agreed to fill
the role. However, before we could start our first session

with her, she backed out for personal reasons. She told me
she had another musician interested in performing, and
assuming it was a clarinetist, I asked her to bring him in.

When he showed up, I discovered he was a trumpet player.

Because the role called for a softer sound than a trumpet,
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I couldn't use him. This was just an indication of the way

things seemed to be going for me. I kept running into time
and personnel problems. I was ready to accept a harmonica

player, if one offered. A cast member reminded me there was

a violinist who had performed background music for a recent

university play. He said he may be interested. We contacted
him, and he agreed to perform for us. Another problem was
solved.

Meanwhile, the light and sound designer had been

plotting the necessary lighting for the three shows. He was
close to finishing, and notified me he was ready to record
the monologue for Box. We arranged for studio time, and

before the sessions, I worked with our actress on improving

her rate of speech, intonation, and the level of intensity
I desired during the recording. She went into the session
prepared, and the result was excellent. All that was needed

to finalize Box was to work with the lighting technician to

further design the ever-changing colors the box would
assume during the show.

We returned to rehearsals at the beginning of the
Winter quarter as planned, and the cast had taken learning
their lines to heart. They were completely off book. We

had shifted gears and were now rehearsing every night. We
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had to move the cast call to a later time to accommodate

class schedules and driving time.

Costumes and Makeup
Costumes had been selected and were ready for fittings. I
had given the costume designer my requirements for style,

color, and accessories and he came through magnificently

(APPENDIX Q). At the costume fittings, I inspected each
costume on the actors. There were very few additions,

adjustments or changes that had to be made. This project
was fast melding into the production I had visualized.

It was decided at the first cast meeting that, other
than Grandma, no makeup would be used to try to make Mommy,

Daddy or Mrs. Barker appear older than the actors actually
were. Regular street makeup was all that I allowed. I

wanted the absurdness of younger actors portraying older

characters to come through to the audience. Grandma, who
was actually close to fifty, made herself up to look about

sixty, which worked well under the stage lighting.

Sound
For The American Dream, the only sound effect needed
was the front doorbell chime. For Box, In addition to
A the
recording of the monologue, other sound effects we used
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were recorded bell buoys and seagulls. For The Sandbox,

three different rolls of thunder, were recorded, as well as
a reprise of the bell buoys and seagulls sounds. Live music
was also played on stage by The Musician in The Sandbox.

For the curtain call, we recorded Chopin's Nocturne 9, Opus

2 to play as the cast appeared on stage one by one for
their bows.

Lighting
My lighting designer got the earliest start of anyone

by being the first technical person to sign up for the job.
I provided him with copies of the three plays, then sat and

explained what lighting designs I had in mind for all three

shows. He made some initial further suggestions for mood
change lighting that I approved, and he set out to design

his light plot. He and his assistant sound technician

worked in tandem during the entire production phase. As
rehearsals developed, he was able to see which areas of the
stage were being utilized, and lighted them accordingly. My

main concern was that my actors had adequate lighting on
all areas of performance, and not be moving from light into

shadow at any time. With the exception of a few areas of
the stage that I thought needed more side light, this was
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accomplished. The largest challenge was to turn the huge

white box-shaped cube that dominates the play Box into a

moving kaleidoscope of colors that would enhance the spoken
monologue during the performance. Through trial and error,

arguing about colors, shades, and fades, we finally ended

up with a working design that received nothing but praise
from the audiences for its vivacity (APPENDIX R).
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CHAPTER FOUR
RESULTS

Introduction
I find there is nothing more satisfying for a theatre
director to experience than the metamorphosis of a stage
play from printed word into a live stage production. The

work and efforts of all persons involved combine for the

sole purpose of offering audiences visual entertainment and
the opportunity to escape to a different reality. This

project provided that experience for me. By opening night,

we were ready. All facets of the three plays were in place.
I had received positive feedback from the preview show,
which had gone smoothly the night before. The actors were

ready, the programs and posters were distributed, ushers
were in place, tickets for all fifty seats had been sold,
and it was time for the performances to begin.

Performance

During the previous night's preview performance, I had

intimidated my actors a bit by sitting in the front row and
taking last-minute notes. I couldn't help it. I still
wanted to tweak any areas I thought would need improvement.
Tonight, the entire production was in the hands of my able
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assistant stage manager. I sat in an obscure seat and I

watched the show as an audience member for the first time
in two months.
The American Dream was first up, and other than a few

stuttered lines, it went well. The audience, forewarned

that these were absurdist plays, finally began to warm up
to the characters and their bizarre dialogue, and guided by

Grandma's antics, began to laugh at the incongruousness of
the ongoing situations. I could not have been more pleased

with my actors. The lighting, the costuming, and the red,
white and blue color scheme was starkly highlighted by the
solid black walls of the set. The applause at the end of

the play was generous, and the audience was invited to take

a fifteen minute intermission while the set was being

completely changed for Box. During this intermission, all
the set pieces were removed from the performing area on

stage by the running crew, the upstage right wall was

opened, and the large wooden cube was wheeled in and placed

in the middle of the stage. The crew had worked this

complete change-over down to less than ten minutes.
When the audience returned to their seats, they were

amazed to see this eight foot by eight foot white cube

dominating the stage. Entrances in the walls had to be
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hidden by covering them with black cloth drops for

complete darkness. Box opened with the lights fading to
black as the recorded dialogue began. Suddenly, as the
voice continued, the cube began to change colors, varying
in intensity and movement throughout the play. It was a

virtual cornucopia of color, light and sound, and the
audience appeared to be completely absorbed in the
performance. There was no doubt to the effectiveness of the

light show.
The transition to the final play of the evening, The

Sandbox began after the crew set the stage with three

bentwood chairs, a music stand, and a large sandbox that
was set in the center of the cube left remaining on stage

from Box. A toy pail and shovel for grandma was added, and

shredded brown wrapping paper was substituted for sand in
the sandbox, real sand being too heavy and messy for the

stage crew to handle. In this play, Grandma, Mommy and

Daddy, and the Young Man return. The Musician, a violinist,
is added to the cast. More bizarre dialogue takes place on

a beach setting where Mommy and Daddy have brought Grandma

to die. The play ends with Grandma's death in a poignant
scene that involves The Young Man. The evening ends with a

short reprise from the Box monologue, followed by the slow
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fading sounds of bell buoys and seagulls.
The remaining four performances of Going Further... were
well attended, and the final matinee performance was sold
out Professor Ervin was well pleased with the project, and

felt the educational requirements were met for the students
who worked on the project. I too felt that I had more than
satisfied my project goals, and was ready to move on and

evaluate the entire project.

Problem Areas
The largest problem I encountered in this entire

project was eliciting the needed manpower to sign up for
and fill all the stage management, technical, designing,

construction, stage properties, and crew spots to support
the production. There was so much other theatrical activity
happening within the Theatre Arts department that all the

experienced students were committed to other projects while
I was in the early production stages of my own. Another

problem was the constant interruption of the rehearsal
process due to holidays, finals week, and the long

Christmas break between the fall and winter quarters.
Publicity for Going Further... was minimal, due to the loss
of our box office manager who left for a new job three
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weeks prior to opening night, and was not replaced until
after the production opened. We did have local campus

publicity, however. Again, more aggressive planning on my
part could have eliminated some of these areas. I also had
a few personnel problems, we lost one crew member due to

tardiness on her part, and I had a somewhat disinterested
stage manager who I relegated to a lesser role. However,
the positive aspect of the above problem areas is that they

were minimal compared to the fact that three different
plays were successfully produced and directed for five

straight performances without a major glitch.
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CHAPTER FIVE

CONCLUSIONS AND RECOMMENDATIONS

Evaluation
Producing, designing and directing a project of this
magnitude is a time-consuming experience. One needs to be

in good health both physically and mentally. At the age of
seventy-eight, I was fortunate to possess both of those

attributes, yet there were times, especially toward the
final weeks of the project, when I felt I had taken on too
much of a burden. For the Fall quarter, I had also

enrolled in an English 600-level class titled Theatre in

Prison. I began to think I may have compromised my project
by enrolling, even though it was crucial to my accumulating
the required number of Theatre Arts units to graduate. That

academic load, coupled with the research professor Ervin
designed for me, and the growing pressures of auditions,
casting, costuming, set construction, and rehearsals seemed

to be overwhelming at times. By the end of the quarter, I

found I was feeling mentally and physically stressed. I

concluded I should not have enrolled in the additional 602
class. It produced a negative effect on my overall Grade
Point Average. My recommendation for any future Theatre
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Arts graduate students who is attempting a similar
directing project would be to enroll only in the Project
Preparation class.

Reflection
As mentioned previously, having total control over all

phases of this graduate project can be time and energy
consuming. For anyone choosing a similar proj ect design, I

would recommend starting the research phase of the project
prior to the preparation class, and to prepare a tighter

production schedule and follow it closely. One of my faults
was that I did not know the established in-house processes
for gradual development of a graduate project. I could have

selected and scheduled more production meetings with both

my technical staff and Theatre Arts faculty members to
clarify support and communication avenues. Had I realized

that trying to work a smaller show into a time frame where

resources were already utilized by two larger productions
would be a mistake, I would have opted for a different
production date. Another recommendation for any graduate

student, once they get an approval for directing an in
house theatrical production, is to have an early faculty

production meeting, so all faculty members understand the

41

nature of your project, and what support you are going to

need from them to help complete it.

Retrospect

I accomplished my goal of reaching a high level of

scholastic achievement with the successful production of

Going Further..., and I gained an abundance of knowledge in
many uncharted areas of theatre production and direction in
the process. Would I recommend it to another graduate

student? Perhaps. If I learned anything, it was that in an
academic setting, there is no room for a one-man-does-itall scenario. I assumed duties in this production that I

should have delegated to other responsible persons who
could do it. Was ego involved? Yes. Did mitigating

circumstances influence me? Yes. The manpower I needed at
times was not completely available until the end of the

fall quarter. I took it upon myself to make things happen
but in doing so, I took away opportunities for other

students to gain that knowledge. If offered to direct
another future production under these same circumstances, I

would not be willing to repeat the process unless there
were clear lines of communication and understanding between
the graduate student and Theatre Arts faculty members.
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APPENDIX A
PROJECT REQUEST
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Thomas C. Finnegan
Theatre Arts Graduate Student

Student Number XXXXXXX

June 14,2012

Graduate Project Preparation (TA 694)
This accompanying request is for enrollment in TA 694 Graduate Project Preparation for the
upcoming Fall 2012 quarter for preparation of my Advanced Graduate Project, in which I will be
directing a project titled “ Going Further... Three from Edward Albee.” The Advanced Project
will consist of three Edward Albee one-act absurdist plays to be performed over a four-day period
during the early part of the winter 2013 quarter in the black box theatre space at CSUSB.

The three Edward Albee one-act plays I will direct are as follows:

1. Box, A one-act play.
2. The Sandbox, A one-act play.
3. The American Dream, A one-act play.
The project research will consist of studies of each play to determine a set design and to
construct a model for the set; the acquisition of the rights to produce the play at CSUSB; a
breakdown of the cast for audition purposes; auditions for the play; selection of a stage manager;
selection of a costume designer; casting selections of actors for each play; rehearsals of each play;
assembly of prompt books for each play; selection of a lighting and sound designer; building of
the set; publicity for the play, and other miscellaneous theatrical duties prior to the actual
production in the early part of the following quarter. (Winter, 2013 quarter.)

Edward Albee has been called the premier American Playwright of his time. He is a winner of
three Pulitzer Prizes for drama, A Delicate Balance (1967), Seascape (1975), and Three Tall
Women (1994). His play Who's Afraid of Virginia Woolf was also selected for the 1963 Pulitzer
Prize by the award's drama jury, but was overruled by the advisory committee, which elected not
to give a drama award at all that year because of the play’s vulgarity. His plays have won two
Tony Awards; 1963 Tony Award for Best Play - Who's Afraid of Virginia Woolf?; 2002 Tony
Award for Best Play - The Goat, or Who Is Sylvia? And he has received a 2005 Special Tony
Award for Lifetime Achievement. Exposure to this artistic merit is of value to both the CSUSB
and local San Bernardino community.
The educational objectives of this advanced graduate project are to acquaint the Cal State
University students and others who attend these performances with Mr. Albee’s earlier absurdist
efforts which inevitably let to his huge success as a playwright, and in turn, to hopefully create an
interest in attending future performances of his more successful plays.
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APPENDIX B
GOING FURTHER SET DESIGN
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APPENDIX C
GOING FURTHER SCALE MODELS
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Photo by Tom Finnegan

The American Dream Scale Model Set #1
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Photo by Tom Finnegan

The American Dream Scale Model Set #2
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Box Scale Model Set
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Photo by Tom Finnegan

The Sandbox Scale Model Set
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APPENDIX D
GOING FURTHER SET PHOTO 1
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GOING FURTHER SET PHOTO 1
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APPENDIX E

BOX CUBE
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Photo by Tom Finnegan
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Photo by Tom Finnegan
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APPENDIX F
GOING FURTHER SCALE MODELS

THE SANDBOX
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Photo by Tom Finnegan

GOING FURTHER SCALE MODELS
THE SANDBOX
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APPENDIX G
PROPERTY AND COSTUME LIST
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Property List
The American Dream

1 Sofa

2 Easy chairs
1 American Flag
2 Empty Picture Frames
5 Wine Glasses

1 End Table

Assorted Cardboard boxes
Tobacco Pipe

1 Living Room Carpet
1 wine Bottle

1 serving tray

The Sandbox
1 Sandbox
1 Toy shovel

1 Toy Pail
3 Bentwood Chairs
1 Music Stand

Fill For the sandbox
BOX

18' x 8' x 8' wooden frame constructed of 4" x 4" lumber
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APPENDIX H
COSTUME DESIGNS
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Photo by Bob Whitehead CSUSB Photo Archives

MOMMY AND DADDY
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Photo by Bob Whitehead CSUSB photo Archives

COSTUME DESIGNS
TOP ROW: YOUNG MAN, MRS. BARKER, VIOLINIST
BOTTOM ROW: MOMMY, DADDY, GRANDMA
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APPENDIX I
SCENE DESIGN FOR THE BOX
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Harlan: here is the design for the cube to bc used during the performance or Edward Albee’s Bax, opening in the Black Box
Theatre January 17,2013, I’m not sure my suggestion of I’’x3"x8’ top and bottom supports will be strong enough to keep if
solid, and I’ll bow to your expertise in that matter. You also suggested hinging the frame but I’m not sure that will bc

necessary, as the frame can be covered by flats upstage right during the performance of Albee's The American Dream, and
serve as an adjacent room. It will then bc mus ed to center stage for the remainder of the evening, and serve as a part of il»e

.final Albee play, The Sandbox. I can show you the model set design I have that will make this a bit clearer, My desire Is to
keep the cubcat S’xS’xS', but if the weight seems to be too much, we can reduce the cube Io 7
x7 ’x7'. Let me know what you
*
think.

.^^JToin Finnegan^,,.,..

-

..... . .. . ,

.

.1F„......

..... „

,

.OPEN FRAME DESIGN FOR “BOX"

SCENE DESIGN FOR THE BOX
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APPENDIX J
TECHNICAL AUDITIONS
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An evening of three one act plays by American Playwright Edward Albee.
The following tech support positions are available for the Graduate Student
Project “GOING FURTHER... ” The plays are: Box, The Sandbox, and The
American Dream, All plays are available in the Pfau Library. This production
will be cast and rehearsed during the 2012 Fall quarter, and then presented in
CSUSB Theatre Arts Black Box Theatre for five performances starting January
17th, 2013. The following positions are open for immediate selection. Be sure you
will be available for both the Fall and Winter Quarters.
Lighting and Sound Technician (1 Person)
Stage manager (1 Person)
Asst. Stage Manager (1 Person)
Costume Designer (1 or 2 persons)
Technical Director (1 Person)
Properties (1 Person)
Backstage crew & Set Construction Crew (4 persons Nov. 2012-Jan. 2013)

Note: This project will be directed by Grad student 1
Participants will
experience the entire process of mounting “GOING FURTHER... ’’from concept to
performance.

Auditions for roles for GOING FURTHER... will be held the November 13th and
14th, 2012 in the Black Box Theatre. Rehearsals will begin November!^11 through
December 20th, 2012 . If you are cast in a role, you must agree to rehearse twice a
week during the Christmas break, December 3rd through the 19th. GOING
FURTHER... will open on January 17th 2013. NOTE: If you are working in
another CSUSB Theatre project, at the time, you must seek prior approvalfrom

;

2

For further information, please contact or you may e-mail him at or Please sign up below
with your name and desired position. AU students will be enrolled in TA 221 for 1 unit,
(Winter Quarter)
will be contacted for an
interview.

NAME

POSITION

CONTACT
NUMBER
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E-MAIL

APPENDIX K
CASTING NOTICE GOING FURTHER
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"Going Further../'An evening of three one-act plays from Distinguished American
Playwright Edward Albee will be presented in the CSUSB Theatre Arts Black Box
Theatre in January, 2013. Auditions will be held on November 13th and 14th in the
Black Box Theatre. Rehearsals will be 2 -3 times weekly through November and into
December, INCLUDING DURING THE WINTER BREAK. (At least twice a week) UNTIL
DEC. 18th. Rehearsals will again resume at the start of the Winter Quarter. ((Jan. 7th)
Going Further... will open January 17th forfive performances. Be sure you are
available both Fall and Winter Quarters, and that you have no conflict with other
CSUSB theatre productions. Play scripts are currently available at the Pfau Library.
The following roles are available for audition:

•

(We may cast younger)

CAST FOR:

Mommy: Female, preferably older. (Will also portray M immy in “The Sandbox”)
Daddy: Male, preferably older. (Will also portray DaddyJjUjW/Sandbox”)
G rand ma :-Fcmale,-oldcr-than-mommy. This role is already ca&Zfor both plays.
Mrs. Barker: Female, 20-30, business type.
Young Man: Male, athletic build. (Will also portray Young Man in “The Sandbox”)

CAST FOR:

(From “Box and Quotations from chairman Mao Tse-Tung”)

Voice: Female voice. (To be recorded, with a possible appearance on stage)

CAST FOR “ TO-MTOW’
The Musician: (A cello player.)

NAME

ROLE

PHONE

Casting Notice Going Further
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E_MAIL

APPENDIX L
GOING FURTHER CAST SELECTION
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GOING FURTHER...
CAST

Congratulations, and thanks to all who auditioned for “Going

Further”

• We will add the musician at a later date.

Because of actor commitments to “The Trojan Women”,
the first read through of “Going Further...” will be held on
November 20th at 6:30 pm. Contact, stage manager, for scripts.
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APPENDIX M
FIRST JANUARY 2013 SCHEDULE
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January, 2013
TENTATIVE PRODUCTION SCHEDULE

ROLE

1/
8

V
9

1/1
0

1
/I
1

1/1
3
AL
L

1/14
TEC
H

1/15
TEC
H

ALL

ALL

1/16
DRE
SS
ALL

1/17
OPE
N
ALL

1/18
PER
F
ALL

1/19
PER
F
ALL

1/20
PER
F
Stri
ke
Set

X

X

X

X

Mommy

X

X

X

X

X

X

X

X

Daddy

X

X

X

X

X

X

X

X

X

X

X

X

Grandm
a

X

X

X

X

X

X

X

X

X

X

X

X

Y. Man

X

X

X

X

X

X

X

X

X

X

X

X

Ms.Bar
ker

X

X

X

X

X

X

X

X

X

X

X

X

Musicia
n

X

X

X

X

X

X

X

X

X

X

X

X

Box
Voice

X

X

X

X

X

X

X

X

X

X

X

X
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APPENDIX N
LATER AUDITION ANNOUNCEMENT
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AUDITIONS FOR
Fl/RTO...

TUESDAY, NOVEMBER 13TH

WEDNESDAY, NOVEMBER 14TH
6:00 PM TO 9:00 PM
BLACK BOX THEATRE
CSUSB Theatre Arts Building

1st floor, past the Barnes Theatre

More information posted at the theatre
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APPENDIX O
HAND CHAIRS

76

Photo by Tom Finnegan

HAND CHAIRS FROM THE AMERICAN DREAM
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APPENDIX P

THE SANDBOX INSIDE BOX
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Photo by Bob Whitehead CSUSB Photo Archives

THE SANDBOX INSIDE BOX
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APPENDIX Q

MOMMY'S BRIGHT COSTUME
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Photo by Bob Whitehead CSUSB Photo Archives

MOMMY'S BRIGHT COSTUMING
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APPENDIX R

LIGHTED BOX SHOTS
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Photo by Bob Whitehead CSUSB Photo Archives
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Photo by Bob Whitehead CSUSB Photo Archives
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Photo by Bob Whitehead CSUSB Photo Archives
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APPENDIX S
REHEARSAL CALENDARS
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lAS «

“

■«'

B

KtB

, JfecJanuar

GbihftlFURtMER.

1

CAMPUS
CLOSED

2

Open Time

Possible BOX tech
run-throughs.
Light/Sound
No rehearsal
(conflicts)

7 6:45 call

8 Paper Tech

9 tech/Crew Run

6:00 Stage Crew

Thru

6:45 call

6:45 Cast & Crew

7:00: The Sandbox

7:00: The Sandbox

7:30: American
dream

7:30: American
Dream

9:15: Box

9:15: Box

15

Preview
(Filming?)

7:00: The Sandbox

7:30: American
Dream
9:15: BoxTech

13

1st Dress
rehearsal
11:00 wardrobe
11:30 am
Tech/Booth
11 ;30 am Stage
Mgrs11;30am
Stage crew
11:30 Actors

14

2nd Dress
Rehearsal

(

Final Dress
(Photos?)

16

3 10:40 AM
Production meeting
TA Conference
Room. Stage
Managers, tech,
and all crew who
can attend.
6:45 Cast call
7:00 American
Dream Sandbox

10

17

1:00 pm: RUN

12:00 pm Wardrobe
12:30 pm
Tech/Booth
12:30 pm Actors
12;30pm Crew
1:00 pm Ushers

22

23

7:00: The Sandbox
7:30: American
Dream
9:15: Box Tech

11

6:00
6:00
Tech/Crew run thru Tech/Crew
6:45 Cast call
6:45 Cast call
7:00: The Sandbox
7:00: The Sandbox
7:30 BOX
7:30: American
(sound/lights)
dream
8:00 American
9:15: Box
Dream
(sound/lights)
9:15: Box
(Sound/lights)
Opening

6:00 pm Wardrobe
5:00 pm Wardrobe
5:00 pm Wardrobe 6:30 pm Tech/Booth
5:00 pm Wardrobe
5:30 pm Tech/Booth
5:30 pm Tech/Booth 5:30 pm Tech/Booth 6:30 pm Actors
5:30; pm Actors
6:30pm Crew
5:30 pm Actors
5:30: pm Actors
5:30 pm Crew
5:30 pm Crew
7:00 pm Ushers
5:30 pm Crew
7:00 pm Ushers
7;00 pm RUN
8:00 pm RUN
7:00 pm RUN
8:00 pm RUN

20 2:00 pm SHOW 21

46:45 Cast call

24

18

87

11:30 Actors
1:00 pm: Tech
Run

8:00 pm
SHOW

192:00/8:00 pm

25

26

TWO SHOWS
12:00 pm Wardrobe
6:00 pm Wardrobe 12:30 pm
6:30 pm Tech/Booth Tech/Booth
6:30 pm Actors
12:30 pm Actors
6:30 pm Crew
12;30 pm Crew
7:00 pm Ushers
1:00 pm Ushers
2:00 pm RUN
8:00 pm RUN
6:00 pm Call
8:00 pm RUN

Notes:
ALL CALL TIMES ARE
SUBJECT TO CHANGE, IF
NECESSARY

2:00 pm RUN'
STRIKE

12 11:00 am
Load In
Tech
Stage Mgrs/Booth
Stage crew

1

2

3

4

6

5

7

8

FINALS WEEK

9

10

11

12

13

14

5 pm tech & crew
meeting
6: 30 Cast
American Dream
The Sandbox
Box

6:30 Cast
Costume
measurements?
American Dream
The Sandbox
Box
Scenes and runs
TBA

6:30 Cast
American Dream
The Sandbox
Box
Scenes and runs TBA

6:30 Cast, tech &
Crew
American Dream
The Sandbox
Box
Scenes and runs
TBA

5:30 Cast, tech &
crew
American Dream
The Sandbox
Box
Scenes and run
Through

18

19

20

21

16 CAST:

17

??Open for scene
work or more runthroughs

6:30 Cast
7:00 tech, crew
American Dream
The Sandbox
Box
run through

{Final costume
fittings?)
6:30 Cast,
7:00 Tech, crew
American Dream
The Sandbox
Box
run through

2

24

25 Merry

15

CAST:
?? open for scene
work or more runthroughs

22

CAMPUS CLOSED UNTIL

1/2/2013

26

29

27

28

Christmas, All.
Note to Stage
Managers, Techs,
Costumes,
Properties,
Sound,ALights:
Meeting January 3,
201310:45 AM At
TA Bldg
Conference Room

30

31
HAPPY NEW
YEAR!

Notes: Rehearsal Calendar for January, 2013 will be
distributed and locked in by December 14, 2012
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